When I first listened to Tim Barringer's paper -and then again, on re-reading this revised version -I found myself particularly drawn to his emphasis on the fluidity of nineteenthcentury American identity. This fluidity was very apparent internally, involving both geographical mobility and ethnic interactions of many kinds, and it also was dependent upon the importance of seeing the new country as -to use Barringer's term -'one node within the flux of the Atlantic world'. I was intrigued, too, by his argument for the postcoloniality of American art: an argument that, as he works it through here, makes us think about the complex role of residual, abiding affections for a former power in a post-colonial culture, something that was arguably far stronger in the United States than in many such countries.
But rather than pursue this line, I want to open up the idea of transatlantic artistic intercultures in ways that render them even more multi-layered than his rich paper suggests. Viewed from below, light falling on their faces -and, in the case of Norton, rather ominously on the blade of his tomahawk -their stances, against dark backdrops or wild skies, follow Barringer makes a strong case for the power wielded by the practices of museum curatorship in particular, and art historical institutions in general, when it comes to the retrospective formation of American art as a discrete and distinctive field. This is undoubtedly true, but it is important to acknowledge, too, the fact that America's desire to possess its own, recognizable art is one that has been consistently present since the mid-nineteenth century, Pierce to the centre, Art's fiery finger! and break up ere long The serfdom of this world! appeal, fair stone, From God's pure heights of beauty against man's wrong! Catch up in the divine face, not alone East griefs but west, and strike and shame the strong, By thunders of white silence, overthrown.
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The marble is still white, but Lewis has used it to make the black voice eloquent.
The studios of these sculptors bellum period on her own terms, Lewis's work offers a reminder of the complex currents that swell about in the White Atlantic of Barringer's excellent paper. He has rightly indicated the artificiality of the version of American art that has been constructed retrospectively. What I think follows from his paper is the compelling need to restore to it the sense of flux -in its forms, influences, and origins -that characterized it during the nineteenth century: a protean quality that, for many at the time, could be seen to stand for the rapidly developing country itself. 
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